ments. O'Gorman's book is built on the critical force of something more affirmative: an honest revaluation attendant to embodiment.
Given this perspective, it seems best to end on the most memorable image of the body in the book, chapter 4's performance art piece, Dreadmill. Instead of describing the piece in prose, the book features a script that O'Gorman read to audiences while walking and running on a treadmill. The speed is included alongside the dialogue and ranges from four to ten miles per hour. The script itself is fairly expected based on the rest of the book: it tells the audience that their existence has always been technological and refers to Heidegger's idea of technology turning people into a standing reserve for technological activity. What is striking, though, is that at the end there is no more dialogue, and the treadmill speed reads, "Continue until exhaustion" (p. 69). O'Gorman mentions earlier that he runs marathons, so this must have taken a long time. What is it like to watch a body exhaust itself while going nowhere? What is it like to watch a mind exhaust itself while doing nothing? The real question is, What is it like to watch human striving exhaust itself? This is the memorable conflation of the piece, how it uses the body to depict the mental exhaustion of always engaging with information technology. It prompts a question for the audience and the reader: "How exhausted are you?" and, perhaps more importantly: "How long have you been The first thing to note is that this is an excellent book. Its content is interesting, cogent, lucid, and a valuable resource for understanding contemporary culture. All four of these aspects are not always present in academic books. In Of Remixology, David J. Gunkel addresses what remix means and the questions it raises about cultural verities that most people take for granted. In doing so, he creates a new philosophical space for articulating a cultural transition that may have begun over a century ago but has accelerated in recent years.
Throughout the book, Gunkel mixes, or remixes, philosophy from Socrates and Plato to Derrida and Deleuze with DJ Danger Mouse, Girl Talk, and Negativlandand this is only a partial list of his extensive range of resources. Although readers of Configurations can be expected to be interdisciplinary, it will be the rare person whose knowledge thoroughly spans these domains. In my case, I know much more about music history, technologies, and the history of collage than I do of philosophy. Nonetheless, I do have some passing familiarity with the philosophers he references, and to me he gets them right. Even better, his paraphrases of nuanced, complex philosophical points might be the best I have read anywhere. His musical knowledge is also spot on-although I have some quibbles (more on that later). Readers interested in contemporary music, copyright law, and post-stucturalist philosophy will definitely be interested in this book. But as I have been implying thus far, I would suggest that anyone interested in contemporary culture should read this book.
Remix is a term taken from contemporary technical music production that has expanded into other arts and technologies. Remix has much in common with other forms of combining media, such as collage, cut-up, mashup, assemblage, sampling, and so forth, and most, if not all of Gunkel's arguments and conclusions are equally applicable to all these terms. However, these and the numerous other relevant words each shade our understanding in subtly different ways. The first chapter of this book initially appears to be a long digression regarding the inherent difficulty of definition. In it, he addresses the origins and multiple definitions of remix and other closely related words from musical practice, such as mashup, bootleg, plunderphonics, sound collage, and numerous more. He also speaks to the way that other authors and practitioners have defined these words and their implications, only to conclude that "we have not identified the right term or even the best term by which to name and describe the object of investigation . . . all we have discovered is the seemingly inexhaustible problem with terminology" (p. 26). Both the apparent digression and his assessment of an intractable dilemma become a productive strategy that he repeats throughout the book. In each case, he draws the reader into recognizing that the "obstacle" comes from an "old" (literally thousands-of-years-old) mode of thought that is no longer relevant to current culture, and then carefully guides us toward an alternative understanding that usually escapes the obstacle by shifting the premise. He also regularly anticipates just what the reader's next question will be and effectively answers it.
To old-school readers like myself, a remix was a legitimate practice where a band or musician would supply the isolated tracks of a specific song to a producer, who would then take those tracks and create a new version of the song that might, for example, be a longer dance version with a focus on the beat. (As I write this, I am listening to a new record by John Cale, where he has substantially remixed one of his own records from thirty-three years ago to startling effect.) However, over time, remixes began to be created that were not legally sanctioned by their corporate owners. DJs spinning records could also create "new" music by sequentially blending entirely different songs, and with digital technology small portions of songs could be sampled and recombined in novel ways. Additionally, one could create mashups by superimposing, for example, the vocal track of one song over the instrumental track by an entirely different composer. These latter practices created both cultural and legal disputes, in a way that similar collage strategies in other media, such as painting largely avoided. As these new musical forms were gaining popularity, the music industry was losing revenue, and looking to shut down perceived threats to their profits. On the cultural side, some musicians found these practices to be an affront to creativity. Henry Rollins, lead singer of the band Black Flag, accused such practitioners of being a "record player player" (p. 33). Remix artists argue that there is a difference between good and bad remixes independently of the legal ramifications that created wrangling over copyright laws and fair use. Here the argument is over originality and intellectual ownership. Gunkel's book explores the flaws in all of these claims and disputes.
Many people following these issues believe that these are new problems created by new technologies. Gunkel traces these conflicts to beliefs of originality and reproducibility that were first given explicit form in Plato's Phaedrus. He points out that Phaedrus is "the first recorded account of recording technology . . . from the very start concerned with the techniques and technology of recording, recollection and reproduction. The text, in fact, commences with a 'bootleg' recording-a book that Phaedrus has carefully concealed under his cloak" (p. 35). This book is a transcription of a speech, and as such this leads Socrates to consider the inherent problems and differences between the copy and the original. Gunkel also points out that writing is a technology just like analog and digital audio recording, but one that has become so naturalized over time as to go unrecognized as such. Socrates sees writing as a recording medium taken from the "live" performance of the original speaker, not as a communication medium. He also sees the written book as a debased copy of the original. These attitudes have permeated all of Western cultural production ever since and across all media. Gunkel argues that this perspective carries ethical and aesthetic values that determine cultural status. Typically, Gunkel then suggests a possible inversion of this story. Perhaps the text was recorded first by the speaker and then read aloud.
This leads into the issue of audio recording technology-one that scrambled the casual understanding of recorded music over fifty years ago. When voice, song, and instrumental music was originally reproduced on wax cylinders at the end of the nineteenth century, one could correctly believe that it was a "live recording." By the 1960s few records were strictly speaking "live" any longer. The use of magnetic recording tape in the beginning in 1950s allowed both for splicing discontinuous parts of audio and for mixing multiple recorded tracks (overdubbing) into a seamless whole. This remixing took off in the 1960s. Most people would have incorrectly assumed that on the first Beatles album the lads played all their tunes together live in the recording studio. By the time listeners heard Sgt. Pepper's Lonely Heart's Club Band, anyone would have recognized that it was a product collaged together from numerous sources. This remixing took off in the 1960s. But such remixed music raises questions of originality. What is the "original" song if there is no relationship to a "real" performance, and it is instead an arbitrary and synthetic production? It is important to understand this in order to understand why mashups really have nothing to do with technology as in new technology, and everything to do with aesthetics and corporate ownership. In terms of production process, there is no difference between The Beatles' White Album and the mashup made by DJ Danger Mouse called the Grey Album, in which the White Album was mixed with The Black Album by Jay-Z. Here Gunkel introduces Jean Baudrillard and the idea of simulation. The idea is that there is a third alternative to the binary of original and copy. And it is one with interesting implications and possibilities for both the artist, the corporation, and critical assessment.
Gunkel then considers the idea of repetition-both as a philosophy and a technology-and looks to Gilles Deleuze (appropriately Difference and Repetition). Here Gunkel revisits the idea of simulation or simulacra in a somewhat different way. He addresses the difference between a "good" copy and a "bad" copy. A "bad" copy, like The Grey Album, falsifies some "truth." This becomes particularly relevant in copyright law where it is the copy-an object given tangible form as opposed to the "original idea"-that is protected. Gunkel and Deleuze then revisit Plato in order to craft a new understanding of these concepts in a way that he argues is consistent with Plato but inconsistent with the way the relevant content of Plato is usually interpreted. It is one that questions the concepts of copy and model in the first place.
Next he looks to Roland Barthes and Michel Foucault to consider the question of the author and authority and its relevance to remix. Those familiar with these writers will guess where this is going. But he also draws attention to the fact that in the case of copyright law, particularly in the United States, the person we usually consider to be the "author" (at least in music) is almost always entirely different than the corporate entity that is legally the author. Additionally, the supposed author in the case of pop music is often a contrived entity that stands in for the collaboration of many people without whom the music itself would not exist. He points out that even remix DJs buy into the myth of the author, in spite of the fact that their own work questions that very authorial intention. Gunkel's is not a simplistic reading, however. Barthes and Foucault notwithstanding, Gunkel recognizes that the "author" is not going away.
"Unfortunately, what we know and say about the figure of the author is often at odds, if not in direct conflict, with what we do about it" (p. 133). Considering repetition and the author, Gunkel gives some attention to the idea (going back at least as far as Ralph Waldo Emerson) that creativity is always quoting, is always "a matter of drawing on, reconfiguring, and repurposing remade materials that are already at hand and in circulation" (p. 137).
And here is my minor quibble. It is more to what Gunkel omits than commits, but one that I feel deserves further consideration. Pop music, well before remix as he addresses it, has always been a remix. For example, pace Gunkel, identifying the "first" rock and roll song is a quixotic quest, where there always seems to be an earlier song that is rock and roll-like, and yet at what point the blending of jazz, blues, rhythm and blues, gospel, folk, and more actually coalesced into rock and roll simply cannot be determined. There is yet another related issue relevant to copyright, repetition, and the author. This is the transformation over time of what is considered to be acceptable "borrowing" or "theft." In the early '60s, Bob Dylan could freely (in both senses of the word) remix verses and melodies of folk and blues songs written by other people and release them under his name. Today, if singers want to change a single word of another composer's lyric, they must ask for permission. This history both supports and adds additional implications to Gunkel's thesis.
Turning to Jacques Derrida, Gunkel argues that remix deconstructs Platonism, that it "neither supports nor opposes the standard Platonic order . . . it exceeds the grasp and traverses the limits of the existing conceptual order" (p. 155). Throughout the book, he looks for the space that escapes traditional dichotomies in order to find what makes remix, and all forms of collaged combinations, so valuable and important. This is not a trivial confrontation with accepted ontological, critical, or ethical standards, and it is not one that is going to go away. I recently read about the Next Rembrandt project (nextrembrandt.com) where the paintings of Rembrandt were algorithmically analyzed by software in order to create a new Rembrandt painting-i.e., a remix-that not only mimics the artist's style but also his paint handling and its physical displacement. If this were done for a living painter, who would own the copyright? This is something both more and less than mimicking an artist's style. Although I personally do not see legal experts taking up Gunkel's suggestions, he closes his book with approaches as to how copyright law can still be valuable and yet escape the "Platonic game" of dichotomies that are no longer relevant. Surprisingly, there are remarkably few good books or articles on theory of collage in any of its types or media. This is a fine addition to that short list. I would like to note that my paraphrase of this book hardly does justice to its range, depth, and nuance. This review is definitely a debased copy; please search out the original.
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